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In this paper, Cezanne's life and work are discussed with emphasis 
on his influence on the Modern Movement in Art. Questions are raised 
concerning the interpretation of his work both by art historians and 
artists • . This, in turn, casts doubt on some of the premises of Modern-
ism. It is important to realize that Cezanne had a great respect for 
the art of the old masters and, had he lived, would probably have been 
abhorred by modernist developments. 
To understand Cezanne's complex attitude, his background is exten-
sively dealt with in a biographical section. His relationship with the 
realist novelist Emile Zola is also important in this respect. Emile 
Zola also played an active role in the Impressionist controversy in the 
1860's when Cezanne first moved to Paris. Cezanne's involvement with 
the Impressionists, particularly Pissarro, led to his rejection of 
literary content for a concern with formalism. 
Since this aspect of his work is mo~t important in his influence on 
Modernism, it is discussed in detail. It involved a rejection of con-
ventional perspective in which the illusion of space is created through 
drawing in favor of space realized through the use of color. In Cezanne's 
work, the d~awing results from observation in which objects are seen as 
flat outlines of shapes. This problem is discussed with reference to 
views by various critics, most notably Erle Loran in his analysis of 
Cezanne's compositions. 
Theories arising from Cezanne's work are open to question because 
of ~he contradictory nature of Cezanne's own words and because Cezanne 
favored an intuitive approach through working directly from nature. 
This point is reinforced by numerous quotations from Cezanne's letters. 
Cezanne's inability to form a consistent theory does not deny the valid-
ity of his art, but demonstrates that painting is a visual language. 
In addition to this, the reliance on theories has been damaging to art 
since it has encouraged eclecticism and, hence, weakened individuality. 
To strengthen this point, the parallel between Modernism in Painting 
and Architecture is mentioned. The shortcomings of the latter have 
become clear in the second half of the twentieth century. They largely 
result from the use of dogmas continually expressed by the leading 
Modernist architects. 
·Cezanne's principle of gaining knowledge from direct experience of 
nature and through testing any theories in the presence of nature is 
presented as the most valid way of working. 
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INTRODUCTION 
Painters must devote themselves to the study of nature and try 
to produce pictures which will be an education. 1 
Thus wrote Paul Cezanne in 1904. Two important points emerge 
from this statement. First, the artist should develop his principles 
and test these principles in the presence of nature. Secondly, he shC1lld 
understand the methods of other painters by studying their paintings 
directly. Cezanne had done this by studying the work of other painters 
in the Louvre. The knowledge gained from other painters is only valid 
if it can be used in the presence of nature. Only this method could 
secure the development of the artist's work. The artists who immediately 
followed Cezanne at the beginning of the twentieth century and who were 
responsible for major developments in painting (Matisse, Derain, Braque 
and Picasso) adopted parts of Cezanne's work without testing these 
developments in the face of nature. The result was confusion. The art 
historians and critics were too eager to promote the new art since pre-
vious critics had been proven wrong in their condemnation of Impression-
ism and Post-Impressionism. They added to the confusion. 
In this paper, I intend to discuss Cezanne's work and the concepts 
that have been derived from it. Although his work has been closely 
examined by many since his death in 1906, there remain many unresolved 
problems. Since Cezanne has been a seminal influence on twentieth 
century art and since art has been in a continual state of crisis (a 
situat~on not unrelated to the political and social turmoil in th~ West), 
it remains an important topic for research. 
The source of the problem lies in the various contradi ctory 
components within Cezanne's work. Each forms an integral part, but, 
taken (as they were) in isolation, does not make sense. Cezanne's 
paintings are at the same time modern and ancient, sophisticated and 
primitive, conscious and unconscious, and progressive and reactionary. 
He was associated with the Impressionist movement in painting in which 
emphasis was placed upon the transient and momentary, upon atmosphere 
and light and upon related color rather than local color. Yet Cezanne 
remained object-orientated, sought after permanence and wished to emulate 
the traditions established by Titian, Poussin, Tintoretto and Veronese. 
Towards the end of _his life, he even admired the work of Giotto for its 
childlike concept of structure. Indeed, critics have referred to the 
childlike qualities of Cezanne's paintings. This is a complex problem, 
for the definition of childlike depends on our view of society. Cezanne, 
in one sense, can certainly be seen to be childlike if we regard this 
as an inability to fit in with society. Evidence of his character 
seems to bear this out: his frequent tantrums under social duress or 
when his work did not reach his expectations, also his inability to 
cope with family life. 
Cezanne's relationships with others were always traumatic: he 
was simult~neously timid and aggressive; this, over the course of time, 
resulted in his isolation causing him to be increasingly suspicious of 
others. These aspects cannot be ignored since they greatly influenced 
his world outlook and this is inevitably reflected in his approach to 
painting: his independence, distinctive individuality and artistic 
integrity. His earlier friendship with the writer Emile Zola and their 
later differences are important and partly explain Cezanne's hostility 
to those who endlessly theorized about painting at the expense of the 
activity itself. Zola, who in his rebellious youth had supported the 
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Impressionists in their revolt against the academic art of their time, 
did not understand painting for he could hardly see beyond a literary 
symbolic approach. Although Cezanne, in his maturity as a painter, 
opposed this viewpoint, there are still signs in his work that he 
placed symbolic importance on certain subject matter. 
Cezanne's place among his contemporaries, notably Vincent Van Gogh, 
is important. since this points toward a new consciousness in painting 
which is beyond individuality. The content of painting transcended 
literary subjectivity and became an expression of the painter's emotions 
focused on the subject matter. The subject matter, indeed nature, be-
came as much a tool as the artist's paint, brushes and canvas. This 
approach was to have wide implications on the work of future generations 
of painters. The conscious injection of the artist's feelings (and 
perhaps the unconscious self) into his work meant that previously estab-
lished conventions in drawing and painting became second place to the 
artist~s individual vision. This resulted in perceptual distortions 
which were initially seen as the product of mere technical inability. 
No further significance was placed upon them. This explains the lack 
of recognition given to these artists during their lifetimes. 
Attempts have been made to explain the distortions in Cezanne's 
work .in formal terms by reference to composition and by photographs of 
his landscape motifs. In view of what has been said, this seems a 
futile task. This will be discussed later. 
Cezanne's departure from previous pictorial conventions opened the 
door to widespread experimentation taken up by various movements in art 
in the twentieth century. The majority of Cezanne's paintings were un-
finished and it was these (rightly or wrongly) which sparked off the 
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emphasis on process rather than completed work. If Cezanne had lived 
after 1906, he would have, no doubt, been abhorred by the 11education" 
(1 refer to the first quotation.) which artists had derived from his 
paintings. In fact in his last years, he had condenmed Paul Gauguin 
for misusing his "petit sensation11 • 
What Gauguin had done was miniscule in comparison with the action 
of the Cubists. Analytical Cubism was founded upon a fundamental mis-
interpretation of Cezanne's paintings and words. The latter, perhaps, 
points to the dangers of art theories: the artist may know what he is 
doing when it comes to his own work, but he may be inadequate in trans-
lating these visual ideas into written language. The taking of visual 
styles or techniques without fully understanding their implication has 
also been harmful. This phenomenon is known as eclecticism. It became 
a formula for success at the beginning of the twentieth century. The 
Fauves and later the German Expressionists made selections from the work 
~f Gauguin, Van Gogh and Cezanne. There was then the development of an 
art movement which embraced the idea that the subconscious world was 
more real than the conscious world. This happened in the Italian 
Metaphysical school of painting which paved the way for the Surrealist 
movement which also involved the teachings of Freud. This is not unre-
lated to the development of Primitivism and an interest in the art of 
the Third World which partly derives from the reductive elements in 
Cezanne's forms. This had its impact on Cubism and has remained a 
formula for so-called naive painters. Perhaps the development that was 
closest to Cezanne's intentions lies along the path from Mondrian and 
Constructivism, but this involved a dramatic departure from nature. 
The net result of all these movements has been to negate that 
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statement by Cezanne concerning working from nature. This was not an 
isolated statement, but a message he repeated many times in his letters. 
The artist is an individual and can only find himself through empathy 
with nature. It was the life force--the permanence within nature which 
was responsible for its transient cycles. Cezanne said: 
I want to lose myself in nature, grow with her again, 
grow like her. 2 
The artistic revolution which took place at the beginning of the 
twentieth century was by no means confined to painting. It is not 
irrevelant at this point to consider its parallel in architecture since 
both form an integral part of Modernism. The Modern movement provided 
a coimnon ground for sculptors, architects and painters which involved 
the rejection of established tradition. It was apparently a healthy 
situation which had not existed in the visual arts since the Renaissance. 
The architects of the Modern movement, notably Le Corbusier, Mies Van 
der Rohe and Walter Gropius, took their inspiration largely from Frank 
Lloyd Wright, but misused his innovations just as those of Cezanne had 
been misused. Wright, like Cezanne, had rejected the academic doctrines 
because they had become divorced from nature. Both saw empathy with 
nature as the main objective and both had a revolutionary conception 
. of space. The artists who succeeded them denied empathy with nature 
and instead adapted their work to the machine age. In painting, Cubism 
led to Futurism. Le Corbusie~who had been involved in these movements 
as a painter and later as an architect, claimed that a house was a 
"machine for living in". The Modern school of architecture which later 
developed into the International Style expressed many such dogmas in 
the name of human liberation. The result was totalitarianism which 
seems to be the inevitable child of revolution. The parallel between 
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architecture and painting may lead us to the conclusion that movements 
in modern painting stemming from the work of Cezanne have led to a 
tota l itariansim or repression of individuality. We may well conclude 
that this oppression is as great as that imposed by the old academic 
order. A deeper inquiry into this argument is beyond the scope of this 
paper, but it needs recognition since it reinforces the point that the 
eclecticism -practised by the Cubists, Fauves and Expressionists has 
had a damaging effect on painting. 
In the following sections, it is the writer's intention to exam-
ine the many aspects of Cezanne's work and so clarify some of the points 
raised above. Cezanne's background is essential to his work and so a 
biography has also been included. In the appendix, I have included a 
s hort account of my own work since I write this paper as a parallel to 
my own development as a painter. As a painter, I have become increas-
ingly aware that nature is the source of all human invention. This 
paper is a personal manifesto in which I have used the example of Paul 
Cezanne as a source. 
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BIOGRAPHY 
Paul Cezanne was born in Aix-en-Provence on January 19, 1839. 
His father, Louis-Auguste, was a self-made man who had risen from almost 
peasant bac1':ground to become the owner anl joint manager of the bank at 
Aix. Paul had two sisters: Marie, born in 1841 and Rose, born in 1854. 
It was not, however, until 1844 that his father married his mother. 
Cezanne was born into a world with an increasing tendency toward 
mechanization and his father was an important part of this world. His 
father's mentality and the family position were very much a product of 
the Industrial Revolution. Banking grew out of the need for mass capi-
tal; Cezanne's family was rich bourgoise, alienated from the ordinary 
working people because of wealth and alienated from the upper class 
because of background. As a result, Cezanne's early childhood was 
isolated and sheltered; a resentment grew up in him. toward his father's 
materialistic outlook on life and he developed strong idealistic convic-
tions which were to dominate his character for the remainder of his life. 
Fortunately because of his father's wealth, Cezanne never had to embrace 
the materialistic needs experienced by the majority of people. 
Perhaps to give Paul what Louis-Auguste considered to be a more 
realistic appraisal of the world, _he was sent to a boarding school at 
the age of ten. This only served to reinforce his already strong 
opinions, for there he met Emile Zola who was also an outsider in the 
community. Zola's alienation sprang from his Parisian accent and his 
physical awkwardness. Together, with a third boy Baille, they formed 
the "three inseparables". They explored the countryside around Aix 
renouncing the town life. From Zola's novel Oeuvre in which Sandoz 
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takes the part of Zola, the attitude of the three youths is expressed: 
And as Sandoz said, it was the l017e of the long t~amps, 
it was the hunger for literature, which saved them from 
the deadening influence of their surroundings. They 
never went into a cafe, they professed a loathing for 
streets, asserting that in them they pined away like 
eagles in a cage, while their comrades were already 
soiling their schoolboy sleeves on little marble tables 
and playing cards for drinks. This provincial life that 
took hold of children while they were still young, the 
local club, newspapers spelt laboriously out to the last 
advertisement, the everlasting game of dominoes, the same 
stroll at the same hour in the same street, the final 
degeneration under the millstone that ground one's brain 
flat, infuriated them, pushed them to revolt, to clamber 
up the near hill-slopes as to find some hidden refuge, 
to shout verses under the driving rain without seeking 
shelter, because of their hatred of towns. 3 
Zola's position was somewhat different from Cezanne's. Although 
his father had been a successful engineer, his premature death when 
Zola was nine left the family poor. It is, perhaps, this essential 
difference in background that explains their different outlooks on life 
which were to become apparent as the two matured. They were close in 
their youth because of their common alienation, but Zola later developed 
into a Realist in literature and a champion of radical political causes. 
Cezanne always remained apolitical. 
In 1858, financial difficulties forced Zola's mother to move to 
Paris and Zola followed shortly. Cezanne finished his education at the 
boarding school and, in 1859 under pressure from his father, took up 
studies in law at the University of Aix. In his spare time, he also 
began drawing classes at the drawing school in Aix under Gilbert. 
During this period, there were many letters exchanged between Zola and 
Cezanne in which Zola tried to persuade Cezanne to pressure his father 
into allowing him to come to Paris to study art. After much conflict, 
Louis-Auguste finally agreed to this course of action an~ in April 1861, 
Cezanne arrivedin Paris for the first time. 
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In Paris, he studied at the Academy Suisse which provided no 
tuition, but instead there was a model and studio space in exchange for 
a small fee. Cezanne was at first disillusioned, possibly homesick, 
and he retu~ned to Aix in September to work at his father's bank. He 
continued to draw and rejoined the drawing school in Aix. He also had 
his own studio in the Jas de Bouffan, the large house on the outskirts 
of Aix which his father had purchased in 1859. 
In November 1862, he returned to Paris where he failed the entry 
examination for the Ecole des Beaux Arts. He remained in Paris studying 
at the Academy Suisse and copying paintings in the Louvre. It was during 
this period that he first met Pissarro and Guillaumin at the academy 
and then became one of the circle of radical young painters who met at 
the Cafe Guerbois. These artists, including Manet, Monet, Renoir and 
Pissarro, were later to become the Impressionists. At this time, the 
chief articulator of the circle was Eduard Manet. Manet was a sophis-
ticated Parisian gentleman. Consequently, the provencial Cezanne found 
himself to be out of place at these gatherings. Monet recorded one 
instance when Cezanne made this difference all too clear: 
When he did go to Le Guerbois he deliberately behaved 
like a peasant, unbuttoning his coat, shaking himself, 
pulling up his trousers and ostentatiously tightening 
his wide, red belt. On one occasion, when shaking hands 
all round, he reached Manet, took his hat off and said, 
in his broad Southern accent: 'I shan't shake your hand 
Monsieur Manet, because I haven't washed for a week. ,4 
At this time, Cezanne was far from coming to terms with painting. 
He applied paint thickly and vigorously, using a palette knife. P-is 
work was dominated by literary ideas and eroticism. His paintings were 
influenced by various artists: 
••• the masters he admired with the greatest enthusiasm 
were Rubens, Tintoretto, Veronese, and Poussin. These 
four, with the more nearly contemporary Delacroix, Courbet, 
and Manet, and afterwards Pissarro were5the painters who influenced Cezanne most profoundly. 
In 1865, he submitted his first canvas to the Salon d'Autonme, 
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but it was r~jected. From this time on, he continually tried to gain 
acceptance at the Salon, but, along with the other radicals, was rejected. 
There was much controversy over the few paintings that were exhibited 
by Pissarro, Monet, and Manet, the latter in particular. Emile Zola 
was one of the few writers to defend the painters. He used his position 
as writer for L'Evenment to support their work. The group of painters 
dispersed in 1870 with the outbreak of the Franco-Prussian war. It was 
during this last period that Cezanne met his future wife, Hortense Fiquet. 
They had a child in 1872, but remained unmarried until the death of 
Cezanne's father in 1876. 
The year 1872 was crucial for Cezanne's painting. He worked 
alongside Pissarro in Pontoise. Pissarro made him abandon his literary 
subject matter, lighten his palette, work outdoors and introduced him 
to the use of small brushstrokes of pure color. This technique was 
on the principle of "optical mixture" in which color is mixed on the 
retina of the eye and not on the canvas. In fact, it was De~acroix 
who had first proposed a more scientific approach to color based on the 
research of Chevreul. Optical mixture was later taken to its ultimate 
conclusion in the form of Pointillism by Georges Seurat. For Cezanne, 
the abandoning of his thick, gestural brushwork for the ordered place-
ment of brushstrokes led him towards a more rational contemplation of 
his subject matter. 
In 1874, he participated in the first Impressionist exhibition 
held at the studio of the photographer Nadar. Along with his colleague 
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Guillaumin, Cezanne received the most hostile criticism. He was only 
to exhibit in one more Impressionist exhibition in 1877 when he was 
again strongly criticized. He did, however, gain some support, for 
example, from Victor Chocquet whose portrait he painted in 1876-77 
(V. 283) and with whom he shared a liking for Delacroix. Chocquet had 
first become aware of Cezanne's work at the shop of the paint dealer 
Pere Tanguy. The latter acquired a large number of Cezanne's works 
(and the work of other painters) in exchange for artist's materials. 
Despite his ~ack of success and unlike the other Impressionists, 
Cezanne continued to send pictures into the annual Salon d'Automne. He 
was consistently rejected, except in 1882, when his friend Guillemet, 
acting as a juror, exercised his privilege of introducing an artist of 
his own choice into the exhibition. Cezanne's desire for official 
recognition contradicts his apparent position as one of the radical 
painters opposed to the academies. Most likely, this was a heroic 
i~ge 0£ himself that he liked to cultivate. Mack's description is 
probably nearer the truth: 
As a man he was as conservative in his ideas as any solid 
bourgeois. He was not one of those fire-eating rebels 
who love insurrection and conflict for their own sakes, 
but a timid, sensitive soul with a profound respect for 
authority.6 
During 1878 and 1879, he experienced difficulties with his father 
who reduced his allowance after suspecting Cezanne's involvement with 
Hortense. He was loaned money by Zola who, by this time, had become an 
established writer. Despite these difficulties, it was a period of 
artistic growth; he painted his well-known landscapes of L'Estaque. 
He developed a process of drawing whereby the subject matter was realized 
in terms of flat shapas, and space was expressed through the use of 
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color. In 1881 during a visit to Pissarro in Pontoise, he met Paul 
Gauguin who had purchased some of Cezanne's paintings. Gauguin used 
Cezanne's flat drawing technique with a symbolic decorative use of color. 
In 1886, Zola's novel Oeuvre was published. The novel presented 
Zola's interpretation of the lives of himself, Cezanne, their friends 
and the artistic circle in which Cezanne lived. The characters were 
given pseudonyms: Claude Lantier takes the part of Cezanne, the artist 
who is driven to desperation by his own inadequacy and eventually hangs 
himself. Up to this time, correspondence between Zola and Cezanne had 
been frequent and they had remained very close. Their friendship ter-
minated with Cezanne's abrupt and formal acknowledgement of the novel 
in the last letter he wrote to Zola on April 4, 1886: 
My dear Emile, 
I have just received 'L'Oeuvre' which you were kind 
enough to send to me. I thank the author of the 'Rougon-
Macquart' for this kind token of remembrance and ask him 
to allow me to press his hand in memory of old times. 
Ever your under the impulse of years gone by. 
Paul Cezanne7 
Zola's portrayal of Lantier's desperation surely did not apply to Cezanne 
at this time for, during this year, Louis-Auguste died leaving Cezanne 
a rich man, financially secure for the remainder of his life. 
In 1889 through the maneuvering of Chocquet, Cezanne's La Maison du 
Pendu (1872-73) (V. 133) (Plate 1) was hung at the Paris World's Fair. 
He was also invited to exhibit with the Belgian group, Les XX, in 
Brussels. Apart from this, the only other place his work could be seen 
was in the shop of Pere Tanguy. It was from here that Cezanne's repu-
tation grew among young artists such as Emile Bernard, Maurice Denis 
and the group generally known as the Nabis. They were followers o f 
Paul Gauguin and it was, no doubt, through him that they came to appre-
' 
ciate Cezanne's work. Bernard was among the first to write about 
Cezanne and published a pamphlet on him in 1892. 
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Critics and collectors also became interested in Cezanne through 
the interest shown at Tanguy' s shop. In J.894, Cezanne met Gustave 
Geffroy and Ambroise Vollard, of whom he painted fine portraits. In 
1895, Vollard opened the first one-man show of Cezanne's work with 
paintings from Tanguy's shop and one hundred and fifty canvases sent 
from Aix by Cezanne himself. In the same year, two paintings owned by 
Gustave Caillebotte (He had been a minor Impressionist who had collected 
a large number of his colleagues' work.) were bequeathed to the Luxem-
bourg in Paris. 
Cezanne was not greatly affected by these beginnings of recog-
nition. Indeed, he was at first suspicious which was natural since his 
work had been rejected for so long. He was initially hostile to those 
who approached him and praised his work, . fearing they were making fun 
of him ·or "putting the grappin on him" (the latter was a favorite expres-
sion of his.). He did, however, form relationships with several people 
during his tast years. It is largely from the correspondence resulting 
from these relationships that any theories relating to his work have 
been formed. These friends include Joachin Gasquet, Gustave Geffroy, 
Philippe Solari, Louis Aurenche, Ambroise Vollard, Charles Camoin, 
Emile Bernard, Maurice Denis and his son Paul. This correspondence, 
togethe~ with other letters, has been conveniently compiled into a book, 
Cezanne's Letters by John Rewald. 
From the 1890's onwards, Cezanne worked on some large canvases 
of a subject which had been a preoccupation with him all his life: 
bathers. The subject, in part, grew out of a desire to paint Poussin 
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from nature; that is, to combine the freshness and atmosphere of Impres-
sionism with the more permanent classical structure of the old master. 
The preoccupation with bathers can also be seen as a return to the care-
free days (possibly the only time when Cezanne was happy) when he, Zola 
and Baille swam in the river Arc. The use of such subject matter would 
seem to contradict Cezanne's aversion to literary symbolism, but these 
paintings were highly structured. He also continued to work directly 
from nature with his landscapes, still-lifes and portraits. During this 
period, he travelled beyond the village of Aix in search of motifs for 
his paintings. This was much easier since he no longer had any financial 
restrictions. 
In the late 1890's, his success spread from his previous circle of 
admirers. In 1897, two of his paintings were hung in the Berlin National 
Gallery; in 1899, paintings were exhibited in the Salon des Independents; 
and, in 1900, three were shown at the Centennial Exhibition in Paris. 
In, 1901 -and 1902, his work was again exhibited at the Salon des Independ-
ents, in 1903, seven paintings were hung at the Secession in Vienna and 
three were hung in Berlin. For the next four years, an increasing num-
ber of his works appeared at the annual Salon d'Automne in addition to 
other exhibitions in Berlin and Brussels. 
~Cezanne was not directly involved in the organization of these 
exhibitions. He preferred to leave this to his son and the dealer, 
Ambroise Vollard. This gave him more time to devote his energy to 
painting. In 1899, the Jas de Bouffan was sold and he rented an apart-
ment in Aix. He worked at various places around Aix and finally moved 
into a studio built to his own specifications in 1902. The paintings 
he was engaged in at this time mainly alternated between portraits, the 
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series of Les Grandes Baigneuses (plate 11), and views of Mont Saint-
Victoire (plate 17). He often worked from sunrise to sunset and retired 
for bed at 8 p.m. Such was his dedication to bis work that he neglected 
bis health. In October 1906, he was caught in a violent rainstorm, but 
continued to paint. He collapsed at his easel, was found and taken home 
and died a few days later on October 22. 
FORMALISM 
The artist must scorn all judgement that is not based 
on an intelligent observation of character. He must 
be beware of the literary spirit, which so often 
causes the painter to deviate from his true path -
the ~oncrete study of nature - to lo§e himself too 
long in intangible speculations ... 
This Paul Cezanne wrote to Emile Bernard on May 12, 1904. It was 
from the Impressionists that Cezanne developed his non-literary or 
formalist approach to painting. Thus the popular belief that Cezanne's 
art was a reaction against Impressionism is a gross generalization. 
Cezanne, like the Impressionists, was conc~rned with illusion of space 
through paint, though the I~pressionists were concerned with transcience 
while Cezanne sought permanence. The diagonally structured brushwork 
in Cezanne's mature work derives from the individualized brushstrokes 
of the Impressionists and Pissarro in particular. Pissarro said: 
II brushstrokes of the right value and color should produce the 
drawing. 119 Theodore Reff, in an article entitled "Cezanne's Construe-
tive Stroke", suggests that "the uniform diagonal drift of his strokes 
seems to have derived from the natural movements of his hand. 1110 
Considering that Cezanne worked with Pissarro for long periods in 1872, 
this is un~ikely. Reff goes on to express an interesting theory that 
the diagonal brushstroke anticipates diagonal construction in his late 
painting. There may be some truth in this, but what is important is 
that Pissarro's words show that the fusion of drawing and color in 
Cezanne's mature work was an extension of Pissarro's ideas. 
His painting differed from Impressionism in that it departed from 
naturalistic color, replacing it with a synthetic color. He also intro-
duced a strong linear element into his compositions. He developed a 
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uniquely individual system, and yet it was still related to subject 
matter. It involved an understanding of nature; Cezanne referred to his 
painting as being parallel with nature. His process rel_ied upon inven-
tion as opposed to the Impressionists who were imitators of nature. 
Cezanne once said of Monet: "Monet is nothing but an eye; but, my God, 
what an eyet 1111 
This statement implies that Cezanne regarded painting very much as 
an intellectual process in which reality is contemplated through the 
visual experience. Cezanne sought permanence which he achieved formally 
by the integration of color and drawing. His approach to color was 
intellectual, rational, corresponding to an academic drawing process. 
He was concerned with the interaction of planes and the modelling of 
surfaces with gradations of color, which he referred to as ''Modulations": ' 
The traditional modelling of form by tone was replaced by modeling in 
color. Fritz Novotny describes how this produced a heightened objective 
art: 
all the effects of the relation of form, all the 
life of the pictorial organism, which is created out o·f . 
the wealth of the modulations of color, out of the reaction 
of plane and spacy1 is brought into relation with the world of objects. 
The act of painting bec~me a continuous process, rather than one 
consisting of separate stages of drawing, introduction of tone, and 
finally application of color. Consequently at any one time during the 
working of a canvas, Cezanne's painting appears complete in terms of the 
inter-relation of its content. Picasso said: "Now, if you take a painting 
by Cezanne, the moment he begins to place a stroke of paint on it, the 
painting is already there. 1113 This is particularly evident in his late 
unfinished paintings of Mont Saint-Victoire (plate 17). The emphasis 
' 
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on process rather than on finished work has been carried to its ultimate 
conclusion in abstract art, partic.ularly Gestural Abstract Expression-
ism. 
The integration of drawing and color is a complex problem since 
the processes simultaneously oppose and complement each other. Color 
is used to model and realize space while, in drawin& the forms were 
consciously seen as flat, corresponding to an image on the retina of 
the eye. The latter is confirmed by quotations from Cezanne's letters: 
"Optics, which are developed in us by study; teach us to see, 11 14 
" ••• what you must strive to achieve is a good method of construction. 
Drawing is merely the outline of what you see. 11 15 "The sun here is so 
tremendous that it seems to me as if the objects were silhouetted not 
only in black and white, but in blue, red, brown, and violet. I may be 
mistaken, but this seems to be the opposite of modelling. 1116 
\ 
Both in drawing and in the use of color, Cezanne adopted a rational 
approach which served to achieve a unity of composition. This was the 
beginning of . a constructive systematic approach to painting taken fur-
ther in the twentieth century by artists such as Piet Mondrian (plates 
18 and 19). 
Cezanne's highly structured use of color was achieved by the use of 
warm and cool colors and is demonstrated by the following quotation 
from a letter to Emile Bernard: 
But nature for us men is more depth than sur face, whereas 
the need to introduce into our light vibrations, 
represented by the reds and yellows, a sufff~ient 
amount of blueness to give the feel of air. 
If one adds to this system Cezanne's theory of color modulation, we 
have a more complex situation since the modulations operate on a local 
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level while the warm-cool system operates both locally and over the 
whole surface of the paintings. The use of color modulations, however, 
has been overstated. 
According to Cezanne's theory (which we get in bits and pieces from 
his letters), all surfaces, including flat surfaces, may be rendered 
in modulations of color because they appear convex. This is explained 
most simply when one considers a flat vertical plane which is at right-
angles to one's line of vision. One point on that surface is closest 
-~-· --'e'"-- --
eye eye 
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to the eye. Adjacent points are further away. In terms of color 
modulations, the former point would be rendered with a warm color and 
other points would be progressively modulated in cooler colors. In a 
naturally curved surface such as that of an apple, these modulations 
would be intensified particularly around the edges of the visible sur-
face. The theory sounds fine, but if one takes a picture as a whole, 
say a ~till life, surely such a system would deny the totality of the 
whole composition. Further than this, if one tests the theory against 
Cezanne's still lifes (plate 16), one finds it is not put into practice, 
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at least not consistently. This is not so tragic since surely if 
Cezanne dogmatically insisted on applying such a theory to his work, 
it would deny his essential premise of learning through the process of 
working. 
Many of his statements oppose the holding of theories as in the 
following to Emile Bernard: 
we must render the image of what y~ see, forgetting 
everything that existed before us 
It was possibly only through much dialogue with the painter, Emile 
Bernard (who Cezanne criticized for being too much .of a theorist), 
that he wa~ pressured into making statements. Often such statements, 
taken in part or out of their context, would make as little sense as a 
detail from one of his paintings. Typical is the well-quoted statement 
in a letter to Emile Bernard: 
May I repeat what I told you here: treat nature by 
means of the cylinder the sphere, the cone, every-
thing brought into proper perspective so that each 
side of an object or plane is directed toward a 
central point.19 
The use of Renaissance perspective, quite clearly stated here, is 
not in accordance with Cezanne's paintings. Erle Loran, in his book 
Cezanne's Composition, gives a sound appraisal of this statement and 
suggests an alternative which would more closely correspond to the 
paintings: 
Create deep space by making the planes rotate or move 
around a central point, back and forth in space with-
out destroying the picture plane. 20 
Loran makes the point that both Cezanne and his critics have exag-
gerated the importance of color modulations because it was Cezanne's own 
invention. F. Novotny expresses an opposing point of view: 
These individualized patches of color, as small 
constructional parts of the picture, are the real 
supports of the pictorial structure in Cezanne's 
painting. 21 
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It is important to remember that there are different phases in Cezanne's 
work and this quotation could well apply -to those late paintings of 
Mont Saint-Victoire (plate 1.5), though Novotny regards such work as 
inferior to most of Cezanne's painting. 
Another aspect which influenced criticism was the development of 
Analytical Cubism by Braque and Picasso, and was supposedly related to 
Cezanne's statement about the "cylinder, cone, and sphere". Neither 
did these artists use modulations of color (color was an essential part 
of Cezanne's theory; they used gradations of tone) nor did they apply 
Renaissance perspective. What they did was to extend Cezanne's distor-
tion of space to an explosion of space, presenting multiple images of a 
subject. A full discussion of the development of Analytical Cubism 
from Cezanne's work is beyond the scope of this thesis. However, it is 
important to assert that these developments were not in complete ac-
cordance with Cezanne's work, especially _since the multiple images of 
Cubism suggest movement which goes far beyond the spatial distortions 
of Cezanne's paintings. "Constructive synthesis rather than the de-
struction of the object was his aim. 1122 Unlike their Cubist counter-
parts, Cezanne's distortion~ being developed in the presence of natur~ 
were not preconceived; Ceganne's distortion of space was very much 
concerned with visual experiences and not as a means of achieving an 
abstract ideal. 
Again, Loran deals with these problems in the first chapters of 
his book. Also there is an extensive chapter on the same subject by 
William Rubin in Cezanne, the Late Work. Here the influence of Cezanne 
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on the Cubists is shown to be much more complex since both Braque and 
Picasso identified with more psychological qualities in Cezanne's work. 
He quotes a statement made by Picasso: 
It's not what the artist does that counts, but what 
he is. What forces our interest in Cezanne is his 
anxiety.23 
Picasso was aware of the dialectic in Cezanne's work: on the one hand, 
there was sureness and, on the other hand, he was tortured by doubts. 
On one occasion, Cezanne said to the dealer Ambroise Vollard: 
You must understand, M. Vollard that I have a liitle 
sensation, but I can't manage to express it •.. · 
The sure ess in his work is expressed particularly by the bold use 
of line. If the Cubists played down the use of color, they did not do 
so with line. Cezanne's lines are not continuous for they disappear 
and reappear helping compositional unity. They result from the process 
of working the whole canvas simultaneously. This is a characteristic 
of many of the first Cubist paintings such as Picasso's Les Demoiselles 
d'Avignon, 1907 (plate 13). 
· In dealing with Cezanne's Man with Arms Folded, 1895-1900 (V. 685) 
(plate 12), Loran explains how the difference in level between the left 
and right eye increases the illusion of space. The split view of a face 
was used repeatedly by Picasso and Braque but not with the same result 
as Cezanne. In Cezanne's Man with Arms Folded, it adds to the reality . 
of the figure: 
They are qualities that would not be present in a 
purely realistic, imitatively drawn portrait. But 
at the same time, considering the picture on human 
terms, it is correct to say that the expressiveness, 
the grave and contemplative character of the peasant 
model, are mainly a result of the plastic manipulation 
described ••• Cezanne has produced •.. a reve-
lation of human character that brings Rembrandt to mind. 25 
Leo Steinberg sums up the relationship between Cezanne and Picasso: 
Picasso claimed Cezanne to be 'father of us all'. 
Let him -ever after claim Cezanne for his father 
and mother; but was there ever a more insubor-
dinate son? .•• One might say that Cezanne 
and Picasso make rival claims to 'absolute 
vision': the old man immovable, seeing all things 
at once - the younger, ranging to see one thing 
from all points at once.26 
It is essential, as Loran points out, not to view Cezanne as a 
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''mere precursor of abstraction" for he "stands alone, complete and final 
in the company of Giotto, Titian, and El Greco11 • 27 Loran's analysis 
of the distortions in Cezanne's compositions are important since they 
deal with an essential aspect which is sadly neglected in most criticism 
of his work. There are drawbacks to this analysis since, although he 
rationalizes the distortions, he admits that "Cezanne arrived at them 
spontaneously and without preconceived plan. 028 However, he makes the 
point that the recurrence of certain distortions, such as the disconti-
nuity of a horizontal or the tilting of an ellipse towards the picture 
plane show that a system was being used. Since we have ruled out the 
idea that Cezanne approached his canvases with preconceptions·, these 
effects must result from pure observation. 
In an article entitled "Cezanne and Optics", Aaron Berkman discusses 
the problems of Cezanne's distortions with Dr. Ira Eliosoph, an eye 
doctor and amateur painter. First, he discounts any theory that Cezanne 
suffered from any eye defects such as astigmatism since "the brain has 
the faculty of instantly adjusting to these visual defects. Otherwise 
a person ••• would continually bump into walls and knock things over. 
He goes on to say that "Cezanne's distortions are based upon the fact 
that we have two eyes which interpret binocular vision, in contrast 
to camera vision 1129 He uses this to explain a simple example in 
II 
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which "the leg of a table in a Cezanne is shown partly as a single plane 
and partly as the continuation of that plane and the segment of an ad-
jacent plane. This construction indicates the front surface as seen by 
one eye, and the front and side seen by the other. The result was a 
composite, multiple image which differs considerably from conventional 
perspe_ctive." In addition to this, he uses binocularity to explain 
the discontinuity in horizontality which often occurs along the back 
edge of a table in one of Cezanne's still lifes. (It is also seen in 
the wall skirting in the Man with the Folded Arms.): 
If we were to look at the back line of a table and a 
cylindrical object on the table in front of it, and 
then slightly tip our head to one side, because of 
the vertical displacement between our two eyes we 
would observe that where the table's back line meets 
the object's edge, the right and left segments appear 
at different levels. 
To consider the problem of distortion of aerial perspective, Erle 
Loran compares black and white photographs of Cezanne's motifs to the 
paintings of the same. (plates 14 and 15) This denies Cezanne's use of 
color and, as ·1 have mentioned elsewhere, the drawing may flatten the 
image, but the color remodels the space after nature. In the example 
used (Mount Saint Victoire from Les Lauves, 1902-06, V. 798), cooler 
colors are applied to the distant mountain than are applied to the 
plane in front of it. Loran's argument is that "although Cezanne has 
eliminated its details, he has given the mountains an intensity almost 
equal to that of the foreground11 • 30 Loran is clearly referring to 
drawing only. 
John Rewald also uses photographs of Cezanne's motifs in his book. 
It must be remembered that there are essential differences between the 
camera and the eye besides binocular vision. The camera lens has a 
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fixed f~cal length, adjustment in focus being achieved by changing the 
distance between the lens and the film. In the human eye, the focal 
length of the lens is continuously changed by the action of peripheral 
muscles. In terms of drawing, as one scans a landscape between fore-
ground and horizon, it is quite logical to apply an equal intensity of 
line. Loran points out "Cezanne's rejection of one of the important 
elements of Impressionism, namely Aerial Perspective (the diminishing 
and fading away of distant hills and mountains). 1131 What he is, in 
fact, rejecting are the preconceptions of camera optics. It must be 
remembered that the camera played an important part in the development 
of Impressionism. 
SYMBOLISM, LITERARY CONTENT AND . SECONDARY IMAGERY 
There is no evidence in Cezanne's letters (at least those writ-
ten in his mature years) that he was concerned with the subject matter 
in his paintings for its literary symbolism. On the contrary, he denies 
its relevance on many occasions. Nevertheless, many critics in recent 
years have approached his work from this angle. 
Cezanne's background and association with the Realist novelist, 
Emile Zola, has been discussed. Possibly his denial of the importance 
of literary content was a reaction to Zola's views. In a series of 
letters to Cezanne in 1860, Zola gives advice to Cezanne on painting. 
These clearly show that Zola saw painting as an extension of literature: 
But take care; this form is not everyth!¥g and whatever · your 
excuses you must put the idea above it. 
Zola's attitude makes nonsense of his support for the Impression-
ists in the years to follow, precisely because they adapted a non-lit-
e.rary approach to painting. It also shows that perhaps the presence of 
literary content in Cezanne's early work was partly due to the influ-
ence of Zola. He certainly was instrumental in persuading Cezanne to 
leave Aix to study painting in Paris. 
At this time, Cezanne was all too concerned in being a rebel for 
its own sake. This was at the root of his admiration for Manet who was 
persistently scorned by critics, academics and the public. In 1872, he 
painted his own version of Manet's Olympia (V. 106). (plate 5) His 
admirat:ion for other painters stenuned from an interest "in subject matter 
(notably Delacroix, Poussin, and Rubens). (plates 6, 4 and 10) They 
were concerned with classically idealized nude figures. Cezanne asso-
ciated these with his childhood bathing exploits with Zola and Baille. 
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This association was only a starting point for Cezanne as subject matter 
has become for abstract painters. Cezanne was among the first to study 
the works of the old masters from a formal viewpoint and, in this, we 
find one source of the strength in his work. 
It is noticeable, particularly in his portraits as F. Novotny points 
out, that there is a distinct lack of sentiment which contributes to the 
mood of his paintings: 
the human figure often has an almost puppet-like 
rigidity, while the countenances show an em~§iness 
of expression bordering almost on the mask. 
This is precisely because he is concerned with formal problems. It 
is particularly noticeable in the portraits of his wife (plate 9) where 
he was determined to drive out all sentimentality, this resulting in a 
stronger overall feeling in the composition. One could conclude from 
this argument that a literary approach would be detrimental to artistic 
content. However, many critics have stressed the importance of literary 
content. Such criticism requires ·attention, first because it exists 
and secondly because it points out the fundamental contradictory nature 
of Cezanne's work. 
Although Sidney Geist is not acknowledged as a leading authority on 
Cezanne, his approach does typify that of some critics and art historians 
who use representational art to express their own literary ideas. He 
discusses Cezanne's Black Clock, 1869-70 0/'. 698) (plate 2) in precisely 
this way, deducing that the conch is an erotic symbol for the vulva and 
that secondary imagery spells out the initials of Cezanne's mistress, 
Hortense Fiquet. 34 It may be argued that one could find secondary 
imagery in any painting. Geist is aware of this, for in another article 
he reinforces his argument by demonstrating the presence of the secondary 
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images of heads in a series of paintings by Cezanne.35 These are 
Cezanne's Large Bathers, 1898-1905 (Y. 657, V. 719 {plate 11}, V. 720, 
V. 721, V. 722, V. 1103). In addition to this, he points out that, in 
paycbalogy, the human head is the most prevalent of secondary images. 
Freudian Psychology and its use in the derivation of secondary images 
was the basis for Surrealism. He makes this connection, but unfortunately 
chooses as an example the contrived image of Salvador Dali's Apparition 
of a Face and Fruit Dish in a Landscape, 1938. 
Geist was not alone in his researches. Diane Lesko, similarly 
analyzes Cezanne's Bather, 1886-87 (Y. 543) (plate 7). In the painting, 
she finds both unconscious and conscious secondary images in the form 
of self-portraits. She asserts that "the painting deserves consideration 
as a highly private declaration" and that "the inclusion of the self-
portrait was an attempt to formulate on canvas, whether consciously or 
otherwise, a dialectic impossible to express within the confines of 
traditional figure painting". 36 Clearly she indicates that the break 
with traditional painting is of a psychological nature. Her argument 
reinforces Geist's link between Cezanne and Surrealism. It may well be 
that the mental stress ~esulting from prolonged hours of working caused 
Cezanne to hallucinate. In fact, the Surrealists deliberately subjected 
themselves to such stress through fasting or lack of sleep to halluci-
nate. 
Although _Surrealism was initially a literary movement instigated by 
the poet Andre Breton, it was far from contrived literary symbolism. 
Rather, the visual form ran parallel to the literary form; for in both, 
images were derived from a spontaneous automatic process. Images came 
from an involvement with process and material most clearly seen in the 
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work of Max Ernst. This is the antithesis of the fantasies painted by 
Salvador Dali in which most of the process is concerned with . refining 
the initial secondary image to suggest photographic illusion. Clearly 
there is some common ground between Cezanne and Surrealism in terms of 
the emphasis on process, but the connection is complex since the Sur-
realists rejected the predominant contemporary "art for art's sake" 
philosophy which had been perpetuated by the work of Cezanne. 
In addition _to this, Cezanne's Bather was the source of Picasso's 
pre-cubist Boy Leading a Horse, 1905-06 (plate 8) which confirms that 
Picasso's interest in Cezanne's work extended beyond the formal concerns 
of cubism. It must also be noted that Picasso later became involved in 
Surrealism. Picasso's obvious debt to Cezanne, together with the psy-
chological implications, leads us to the most recent concept of Cezanne's 
art. He is now seen as an aesthetic symbolist. In aesthetic symbolism, 
psychological phenomena are expressed in visual terms. 
Literary symbolism plays a minor role in Cezanne's art and finds 
its expression mainly in his early work. However, as Theodore Reff 
points out, Cezanne, in his old age, continued to read classical authors 
and frequently quoted Latin verse. 37 It must be remembered that in 
Victorian times most reasonably educated people developed an interest 
in the classics through their formal education in school. Cezanne's 
occasional ventures into literary ideas in his paintings can be. explained 
as an outlet for this interest since he was not an accomplished writer. 
In the same article, "Cezanne and Hercules", Reff shows that Cezar.ne 
used Hercules' dilemna in choosing between right and wrong as a metaphor 
for his own anxiety. The myth of Hercules was popular in Aix since 
Hercules had passed through the vicinity on his journey from Spain to 
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Italy. Cezanne also saw himself as a heroic figure, this being part of 
his idealistic nature. This role was completed when he moved to Paris 
and was confronted by the vice of the city. He used allegory to express 
his thoughts on this subject, notably in The Judgement of Paris, 1860-
61 (!v. 16) and The Temptation of St. Anthony, 1869 0/. 103). Cezanne 
relied heavily on copies of the works of previous masters in the Louvre 
for the source material for such paintings. It is possible that, due 
to his conservative nature, he used allegorical subject matter precisely 
because it was used by the masters (particularly Delacroix) he admired. 
Even here, then, to place importance on literary symbolism may be a 
mistake. 
CONCLUSION 
The understanding of the model and its realization, 
is sometimes very slow in coming for the artist. 
Whoever the master may be whom you prefer, this must 
be only guidance for you. Otherwise you will never 
be r.nything but a pasticheur. 38 
This Cezanne wrote in December 1904. It has been shown that 
Cezanne has not been consistent in his theories or in putting these 
theories into practice. Neither have they been entirely beneficial for 
following artists, critics or the public in gaining an understanding of 
his work. They have only served to obscure the true meaning of his art. 
However, he has been consistent in his general philosophy toward art, 
as expressed in quotations such as the above. 
In such a philosophy, he has continually placed emphasis on work-
ing with nature as a source. In fact, nature has always been the source 
for artists and scientists who have made any contribution to our under-
standing of the world. 
Cezanne's anxiety and solenm tone which often come through his 
letters must surely reflect his own feelings of inadequacy in . living 
up to his philosophy. Prior to his final years, he had always hoped 
for academic success and recognition which contradicts what he wrote 
to Emile Bernard on July 25, 1904: 
••• Therefore institutions, pensions, honors can 
only be made for cretins, humbugs and rascals. Don't . 
be an art critic, but paint, there lies salvation.39 
Shortly after this, he wrote_ to Bernard in an undated letter: 
Time and meditation tend to modify our vision lit01e by little and finally comprehension comes to us. 
An important question which arises from Cezanne's work has been his 
indisputable influence on the following generations of artists and 
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critics. Preoccupation with his work has promoted an eclectic attitude 
which he so consistently criticized. Eclecticism has always led to 
the deterioration of cultures. It can be seen as the antithesis of 
invention which arises from a communion with nature. The latter is an 
intuitive process occurring in the pauses between our periods of rational 
thought which are essential for directing our mental energy. In 
Cezanne's work, his rational thought processes were activated through 
the study of other painters and nature and through the application of 
formal laws. Artists, critics and historians attempting to understand 
his work see it in this context which is limiting. It is impossible 
for them to have the same understanding as Cezanne since this arose out 
of the experience of creating--out of his inventions. 
Erle Loran has described the devices Cezanne uses to direct our eyes 
around his compositions. Loran places importance on this aspect of 
Cezanne's work, but it is not too difficult to see how this derives 
from an understanding of Rubens' paintings (plate 10). It is impossible 
for one to describe in words how Cezanne grasped such principles, not 
as a mere imitator, but by realizing the work of Rubens by applying 
himself to studies from nature. 
The same occurs with Picasso, who was able to relate to Cezanne's 
work, but was only able to explain his fascination as an understanding 
of Cezanne's anxiety. 
The critics and historians are often not practicing artists and, 
therefore, cannot possibly relate to a· painter's world view. Ever. when 
they are painters as is the case with Erle Loran and they attempt to 
explain visual problems, they are dealing with a different language. 
They have become bilingual in the widest possible sense and, in doing 
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so, they lose contact with their native tongue. 
Cezanne's painting and, indeed, his philosophy support an anti-
academic view. This is most obvious in formal terms--in his rejection 
of conventional perspective and his development of an individual formal 
color system. His return to a more intuitive approach to painting can 
be seen both as anarchistic and primitive, denying preconceptions, 
denying prev~ous knowledge. A simple example is: if a contemporary 
academic of Ce%anne were to paint a leaf, he would approach it with the 
knowledge that it has a main vein and secondary veins and so on. He 
would be concerned with the representation of a leaf as it is generally 
understood. However, Cezanne the formalist and Cezanne the primitive 
would see it first as a shape, describing a certain plane in space. 
This he feels and sees. The other information has only been gained 
through formal education. Cezanne's painting was a process of education 
through unlearning. 
Recent articles on Cezanne support this point of view. In 1979, 
Bernard Dunstan wrote: 
What I am suggesting is that what gives his work 
such power and presence: that all this (he refers 
to abstract qualities) is discovered (never invented) 
in front of the subject and as a result of his deep 
involvement with it, rather by any process that can 
be related directly to the attitude of a modern 
abstract painter .•• 41 
The modernist can be compared to the academic painter since. he 
approaches his work with a preconceived attitude. He is so often con-
cerned with concepts which have enslaved painting much as the painter 
who is expressing an idea through his subject matter. Morton Feldman 
compares Cezanne's way of working with that of the modernist: 
With Cezanne, it is always how he sees that determines 
how he thinks, where the modernist, on the other hand, 
has changed perception by way of the conceptual. In 
other words, how one thinks has become the sensation.42 
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This brings us back to a more general point that was discussed in 
the introduction and embraces the problem of invention and eclecticism 
which have been discussed above. It is concerned with what has been 
referred to as totalitarianism in art, most obviously through the devel-
opment of modern architecture since this has the most direct social im-
plications. In this, ideas and theories dictated the way in which the 
form was developed. Ironically, this opposed the philosophy of the 
instigators of modernism who saw it as an escape from t~e previous re-
strictions of the academic schools. Can one conclude that there should 
be no schools of thought? One should neither or perhaps simultaneously 
be a Romanticist and a Classicist as indeed Cezanne was. He was clas-
sical in his belief in creating coherent form in the tradition of the 
Venetian masters and was Romantic in his belief that the source of 
artisttc discovery lay in an empathy with nature. 
Plates 
30 
Plate 1 
Plate 2 
31 
Plate 3 
Plate 4 
32 
Plate 5 
Plate 6 
33 
34 
Plate 9 
35 
Plate 10 
Plate 11 
Plate 13 
Plate 12 
u> 
a-
37 
Plate 14 
Plate 15 
38 
Plate 16 
Plate 17 
39 
Plate 18 
.. 
Plate 19 
40 
Plate 20 
FOOTNOTES 
1John Rewald, ed. Cezanne Letters. trans. Marguerite Kay. fourth 
ed. Oxford: Bruno Cassirer Ltd., 1976, p. 250. 
2 Henri Perruchot, Cezanne. trans. Humphrey Hare. Cleveland and New 
York: World Publishing Co., 1961, p. 250. 
3cerstle Mack, Paul Cezanne. 1935; rpt. New York: Alfred A. Knopf, 
1976, p. 27. 
4As quoted by Henri Perruchot, p. 115. 
5cerstle Mack, p. 143. 
6 Ibid., p. 200. 
7cezanne Letters, p. 223. 
81.etter to Emil~ Bernard, May 12, 1904, Cezanne Letters, p. 302. 
9John Rewald, History of Impressionism (New York: Museum of Modern 
Art, 1961), p. 456. 
lOTheodore Reff, "Cezanne's Constructive Stroke", Art Quarterly, 
Autunm 1962, p. 219. 
llHenri Perruchot, p. 245. 
12Fritz Novotny, Paul Cezanne. second ed. Vienna, the Phaidon 
university press; _New York, Oxford university press, 1937, p. 14. 
13Helene Parmelin, Picasso: The Artist and His Model, and Other 
Recent Works (New York: Harry N. Abrams, Inc., 1965), p. 150 as quoted 
in Cezanne in Perspective, p. 76 . 
l4Letter to Emile Bernard, Oct. 23, 1905 in Cezanne Letters, p. 316. 
lSLetter to Emile Bernard, Dec, 23, 1904 in Cezanne Letters, p. 309. 
16Letter to Camille Pissarro, July 2, 1876 in Cezanne Letters, p. 146. 
17Letter to Emile Bernard, April 15, 1904 in Cezanne Letters, p. 300. 
18r.etter to Emile Bernard, Oct. 23, 1905 in Cezanne Letters, p. 316. 
19Letter to Emile Bernard, April 15, 1904 in Cezanne Letters, p. 301. 
20Erle Loran, Cezanne's Composition. Berkley and Los Angeles: 
University of California, p. 8. 
21Fritz Novotny, p. 12. 
42 
22A lfred Werner, "Cezanne' s Triumph", Art and Artists, Jan. 1978, 
p. 27. 
2311conversation avec Picasso", Cahiers d'art (1935), no. 10, pp. 73-
78, as quoted in "Cezanne and the Beginnings of Cubism", William Rubin 
from Cezanne Late Works, p. 188. 
24iienri Jerruchot, p. 26 • 
25Erle Loran, p. 91. 
26Leo Steinberg, "Resisting Cezanne", Art In America, Nov.-Dec. 
1978, p. 125. 
27Erle Loran, p. 7. 
28 Ibid. , p. 89 ._ 
29Aaron Berkman, "Cezanne and Optics", Art News, Dec. 19_60, p. 125. 
3~rle Loran, p. 104. 
31Ibid., p. 97. 
32Letter from Emile Zola to Paul Cezanne, April 26, 1860 in Cezanne 
Letters, p. 61. 
33Pritz Novotny, p. 8. 
34sidney Geist, ''What Makes the Black Clock Run?", Art International, 
F_eb. 1978, p. 8. · 
35
sidney Geist, "The Secret Life of Paul Cezannell, Art International, 
Nov~ 1975, pp. 7-16. 
36niane Lesko, "Cezanne's 'Bather' and a Found Self-Portrait", Art 
Forum, Dec._ 1976, p. 54. 
37Theodore Reff, "Cezanne and Hercules", Art Bulletin, March 1966, · 
. p. 35. . 
38Letter to Charles camoin, Dec. 9, 1904, Cezanne Letters, p. 308. 
39Letter to Emile Bernard, July 25, 1904, Cezanne Letters, p. 306. 
40As quoted by Gerstle Mack, p. 382. 
4 1Bernard Dunstan, "Looking at Paintings", American Artist, March 
1979, p. 40. 
4
~orton Feldman, "After Modernism", Art In America, Nov.-Dec. 1971, 
p. 69. 
APPENDIX 
APPENDIX A : THE AUTHOR'S PAINTING IN REI.A TION TO THIS PA PER 
In researching this paper, much contradictory criticism of Cezanne's 
work was discovered. Some critics adopt a subjective standpoint: others 
are objectivn. Critics such as Novotny and Reff stress Cezanne's use 
of color modulations while Loran places importance on Cezanne's concep-
tion of space through distortion in drawing. As a result, I have come 
· to the conclusion, which is born out by so many quotations from Cezanne's 
letters, that the most valid way of working is through an intuitive 
approach to nature; Painting, like everything else, is learned through 
practice; theories are of secondary importance and are many times 
derived from practice. 
Cezanne's belief in education through art is another worthy prin-
ciple. What better way could one have of cutting through the informa-
tion which is fed to us through the media? 
I work directly from my surroundings in color and line (plate 20). 
Working outside the studio is as important as the resultant quick 
sketches. It is my belief that the quick sketch always provides a sure 
path to discovery. 
If there is emotion in my work, it is a subordinate element. Like 
Cezan~e, it comes from the struggle. to realize one's aims. The presence 
of emotion cannot be denied; it is essential, but it cannot be conscious-
ly created. True emotion in the work stems from, but denies the breadth 
of, personal emotion. To achieve this, I insist on a formal approach 
througn line, color, paint-handling, and drawing. Painting is an illu-
sion of space. This is, and always has been, the most crucial problem 
in painting. I do not regard conceptual artists who insist that paint-
ing should be flat because the canvas is flat as true painters. That 
45 
dogma seems as dangerous to painting as "form follows function" was to 
architecture. 
To deal with the problem of space, one is forced to work directly 
from nature. Any color theories that have been developed for this 
purpose have been developed by artists who have worked directly in this 
way. Artists who use two-dimensional source material such as photographs 
to create an illusion of space are not dealing with space. They are 
concerned with transfering an image from one flat surface to another. 
I acknowledge that all art has its psychological, political and 
social implications, but any preoccupation with one or all of these can 
be detrimental to the creative process. Inevitably, the artist will 
reflect his environment, not just on the level of subject matter as is 
the case with the Pop artist, but also by responding directly to his 
surroundings. This is all he sees. Anything else is second hand. If 
he returns to a traditional way of working, it may not be because he is 
reactionary. It may well reflect a feeling of disillusionment with a 
contemporary situation, which is perpetuated by the values contained in , 
some contemporary art. The period at the beginning or the twentieth 
century that marked the birth of modernism was precisely this: a rejec-
tion of the preconceptions of academic art and a return to primitivism. 
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